history An analysis of Colin Rowe's methodological approacheswith particular reference to his 1961 essay on La Touretteacknowledging dialectic as a creative methodology.
In England, the establishment of art history as a professional discipline was consolidated by the foundation of the Courtauld Institute of Art in 1932, and the Warburg Library's move from Hamburg to London the following year due to the rise of the Nazi régime; a political situation that caused the emigration of German-speaking scholars such as Fritz Saxl, Ernst Gombrich and Rudolf Wittkower. Colin Rowe, an influential member of the second generation of historians of modern architecture, was educated as part of this cultural milieu in the postwar period, studying at the Warburg Institute in London. In the 'Addendum 1973' to his first published article 'The Mathematics of the Ideal Villa' (1947), 1 Rowe acknowledged the Wölfflinian origins of his analysis -Saxl and Wittkower had studied under Heinrich Wölfflin -and the validity of his inherited German formal methods. This assumption, in the opinion of one of Rowe's students, the architectural historian and critic Anthony Vidler, 2 indicated the 'still pervasive force of the late nineteenth century German school of architectural history in England in the years after the Second World War'.
3
The impact that the German scholar of Renaissance and Baroque architecture Rudolf Wittkower had on Rowe is well known and widely acknowledged in the academic work of architectural historians. 4 Vidler is one of the contributors who has emphasised Wittkower's influence on Rowe's historical approach to modern architecture, analysing the origin and development of Rowe This experiential mechanism of analysis had, in Eisenman's opinion, 'gradually become one of Rowe's favourite devices', because it was 'thought by Rowe to be free of an ideological content'.
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The internal logic of the promenade derived from the in situ experience of the observer, an empirical observation of partiality without any predetermined general purpose. Eisenman's argument coincided with the idea that Rowe expounded in his 'Addendum 1973', where he recognised the validity of the Wölfflinian method Gestalt psychology to the visual perception of twentieth-century art, a topic that inspired Rowe and Slutzky to co-write the text 'Transparency: Literal and Phenomenal' during their time in Texas. 31 Rowe's gradual shift in voice was again exhibited through the comparison between 'Mathematics of the Ideal Villa' and 'Transparency', two articles that attempted to unveil the hidden structures behind analysed objects, but from different standpoints; the first from the conceptual and the second from the perceptual. Christoph Schnoor, while studying the role of architectural space in Rowe's essays, stated that 'since Rowe argues at times with Gestalt theories, it may be seen as perceptual, but only in the abstract sense of an analytical perception, an intellectual way of seeing rather than an immediate, sensory perception'. 32 Together with
Gestalt psychology-derived analysis, Rowe pursued a perceptual approach but from an empirical standpoint. Rowe's first attempt to put forward an experiential analysis of a body in motion was in 'Transparency', where he described the spatial stratifications that an observer would experience in the hypothetical axial approach to the auditorium of the Palace of the League of the Nations. The methodological approaches of Colin Rowe Raúl Martínez Martínez intellectual qualities of architecture prompted them to analyse both buildings from these two diverse architectural analytical methodologies, with the ultimate aim of explaining the domain of influence of each criterion. In 'La Tourette', it was permissible for Rowe to use both methods in tandem. On the contrary, in 'Ronchamp' it was only possible for Stirling to use the first of these methods due to the 'entirely visual appeal' of the chapel and the 'lack of intellectual participation' 49 demanded from the visitor.
In this 'inside out' section, Rowe returned to his conceptual analyses of the late 1940s. The determining element of the definitive solution for the building was, he argued, subordinated to Le Corbusier's personal style, rejecting the functional programme as a decisive factor. Rowe insisted that the architect's individual stylistic unity and coherence was reflected in Le Corbusier's building, which maintained a consistency with the style of his previous designs. The final result was determined by a formal preference of the architect (Le Corbusier's insistence on volumetric economy) linked to an abstract category (the ideal form of a Dominican establishment). These aprioristic deductions were, Rowe asserted, connected antithetically to the concrete conditions of location. In other words, a dialogue was established between opposites: between architecture and landscape, between a 'statement of presumed universals' and a contrary 'statement of particulars', between the 'idealist gesture' and the 'empiricist veto'. 50 The merging of these elements constructed his blueprint for understanding La Tourette and its formal organisation. Rowe also added another immediate cause. La Tourette combined, within a single block, the structural model of the Maison Domino (a sandwich concept) exhibited in the living quarters and the structural schema of the Maison Citrohan (a megaron concept) used in the church: two structural systems that had previously been used independently of one another. Rowe deduced that this unusual combination was the cause of the 'abnormality' of the experience to which the visitor had been subjected. La Tourette appeared to be a sophisticated construction, able to 'charge depth by surface', to 'condense spatial concavities into plane', and to violate a unity of conception by forcing together opposite elements that instigated sensations like those of 'tension and compression', and 'openness and density'.
51
In 1976, a second, extended version of this article was included in the book, The Mathematics because it appealed 'primarily to what is visible' and thus, 'making the minimum of pretences to erudition'.
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In his description of the itinerary, or promenade architecturale, Rowe incorporated material on the topographical experience of the place, its architectural experience and visual perceptions, as well as optical impressions of a subjective nature, qualified by individual feeling and personal thought. The language used was familiar with physiological aesthetics, including descriptions such as 'a bastion supporting gesticulating entrails' and 'one is obliged to exchange a reliable womb'. 
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This body-centred conception of architecture was articulated by Robert Maxwell, who highlighted that one of Rowe's changes in architectural education, since his experience at the University of Texas, was that he 'promoted buildings as people, with fronts and backs' and he added, with this influence 'students began saying things like "my building addresses the park"'.
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For Rowe, this first section of the article represented the 'normal way of seeing' a building, an 'outside in' discourse that considered La Tourette as a perceptual structure, exposing the complexities of volumes and surfaces while approaching this 'machine à émouvoir'. In the second section, Rowe proposed an opposite formula with conceptual criteria in mind for the purpose of understanding La Tourette around what were, according to him, criteria for the 'normal way of making' 46 a building. This 'inside out' system of analysis suggested withdrawing 'attention from the more sensational aspects of the monastery and to consider instead what may be presumed to be its rationale'. Raúl Martínez Martínez The methodological approaches of Colin Rowe planes made the building a sort of 'dice', allowing it to free itself again from the limitations to which the idealist and empirical methodology had been subjected. This multifaceted methodological stance assumed by Rowe was not accidental, but rather, a deliberate response to the personal attributes of the architect who had designed La Tourette. In Rowe's opinion:
[ Rowe's article on La Tourette is presented as the text where he intended to clarify a fundamental dilemma that had emerged in his reading of Vers une Architecture and that he had denounced a decade earlier in 'Mannerism and Modern Architecture': 'the incapacity to define an attitude to sensation'.
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The enormous importance that Le Corbusier attributed to the intellectual content of architecture was in direct juxtaposition with the value that he placed on sensory perception in his book. Although the business of architecture, as a plastic invention, was to establish invaluable emotional relationships, it was also an intellectual speculation that reflected thought. Le Corbusier's ambiguity between sensation and thought made it impossible for Rowe to provide an adequate answer to the meaning of words like 'comforting' ('comforting truths') or 'correct' (architecture is 'the masterly, correct and magnificent play of volumes brought together to light'), which could be interpreted indistinctly from an idealistic perspective ('the theory of the Renaissance') or from a sensorial point of view ('the theory of 1900'). 56 This unresolved dilemma from 1950 was interpreted in 1978 as an attitude of balance between the two concepts that were inherent to the architect himself. For Rowe, the truly great artistic personalities were capable of reaching this balance in the design process and, ironically Rowe himself achieved a similar equilibrium between empiricism and idealism in his analysis of La Tourette. In the same way that Le Corbusier understood architecture as a 'total invention, which depends exclusively on who designs it', 57 the insightful Rowe proposed that the tools of architectural analysis used to understand the complexities of La Tourette were those that gave an answer to the absolutely personal 'style' Rowe ended the chapter by alluding to two drawings of 'opposition' by Le Corbusier: 'the face of Medusa and the sun' (published on the cover of the book) and 'The Tasks of the Engineer/The Tasks of the Architect'. These images revealed Rowe's deep-rooted fascination with establishing a dialectic between non-compatible elements, speculating on the product that emerged from their union. It appeared to be the resolution of the last two chapters, 'Mechanism' and 'Organism', where Rowe defined the lineage of these two title concepts within the French mechanicist tradition and its counterpart, the German and Anglo-American organicist tradition, deducing that modern architecture was a composite of both.
The same approach to placing opposing entities side-by-side recurs in several of Rowe's own texts but, in 'La Tourette', this duality is more pronounced because it is interwoven on different levels. First, within the structure of the article, the empirical methodology professed by Scott was complemented by the conceptual methodology supported by Wittkower, equipping architectural criticism with a multifaceted lens that enriched the discipline. Second, through the interpretation of this singular work, Rowe revealed that the Dominican monastery itself was a combination of two opposed structural systems represented by the Maison Domino (which emphasised horizontal planes) and the Maison Citrohan (which emphasised vertical planes). Third, through the intimate analysis of the building, Rowe offered insights into the nuances of Le Corbusier's ambiguous personality. This recurring interest in the expression of dialectics was one of the reasons why Rowe experienced such an attraction to Le Corbusier and his architectural work. Through his in-depth analysis, La Tourette became central to Rowe's stimuli, and forged a new way of thinking and understanding into the folds of modern architecture.
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This fixation on dialectics comprised the foundation of Rowe's academic philosophy, as evidenced when he defined the duty of the educator within these same parameters: first, 'to encourage the student to believe in architecture rejection of the spirit of the age initiated in the United States, an echo that traces back to 'Character and Composition', which Eisenman considered a premonition of the Rowe who rejected 'modern architecture, the zeitgeist, and all that is purported to be rational and scientific'. 59 The zenith of this position was exemplified in the last book that he wrote as a sole author, the constructive ones ('Iconography', 'Mechanism', 'Organism').
In the 'destructive' portion, Rowe attempted to display and dismantle what he considered to be the constellation of ideas that gave rise to the emergence of a new architecture after 1919, a collection of fantasies that had, according to him, become devoid of meaning, held together by prejudice and blind passion. In 'Epistemology', Rowe scrutinised the paradox of two doctrines that remained invisible within the roots of modern architecture: the architect seen as the 'dedicated servant of technology' (a positivist argument about the architect as a scientist) and also the 'executive of the Zeitgeist' (a historicist argument about the architect as a protagonist of the will of the epoch). In 'Eschatology', Rowe discussed the fallacy of the modern architect assuming a prophetic role, responsible for the salvation of the twentieth century while severing from the visual chaos of the 'diseased' nineteenth century. The objectives of these two chapters paralleled those pursued by Scott through his fallacies: to demonstrate how untenable these misconceptions were, to trace how they arose, and to reveal why they were still accepted. It appears that Rowe concurred with Scott's observation, that 'in these matters, it is not enough to argue against an opinion: the opinion will remain unless the roots of it are exposed'. and Modern architecture', second, 'to encourage the student to be sceptical about architecture and Modern architecture', and third, 'to cause the student to manipulate, with passion and intelligence, the subjects or objects of his conviction and doubt'. 64 
